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We add the following particulars of a meeting 
of the Executive Committee, held at 160, Wardour 
Street, on February 9. Sir Ernest Palmer presided, 
and there were present the Right Hon. The Lord 
Mayor of London, Sir Frederick Bridge, Sir Frederic 
Cowen, Sir Edward Elgar, Mr. Edward German, 
and Mr. Charles Sheath. The hon. secretary, 
Mr. Augustus Littleton, stated that he had received 
letters of regret at unavoidable absence from 
Earl Howe, Sir Homewood Crawford, Sir 
Alexander Mackenzie, Sir Walter Parratt, Sir Charles 
Stanford, Sir Henry Wood, Dr. H. P. Allen, and 
Mr. Landon Ronald. 

The chairman proposed that 'This Committee 
ask the Right Hon. The Lord Mayor of London 
to honour this movement by permitting his name 
to be announced as President.' This was seconded 
by Sir Edward Elgar, and carried unanimously. 

The Lord Mayor replied that it would give him 
great pleasure to accept the position, and he would 
do his utmost to ensure the success of the scheme. 
He added that it would afford him gratification to 
entertain Mr. Damrosch and his party at luncheon 
at the Mansion House during their visit. 

The chairman expressed the committee's hearty 
thanks to the Lord Mayor for accepting office, and 
for his kindly suggestion in regard to the 
entertainment of the Orchestra. 

Mr. George Engles, the Society's manager, was 
then introduced to the committee, and reported on 
the progress in the arrangements so far made. 

After some discussion, during which general 
surprise was expressed at the magnitude of the 
scheme, the following resolution, proposed by the 
Lord Mayor and seconded by the chairman, was 
carried unanimously: 

'That this meeting, having heard from Mr. 
Engles full particulars of the proposed visit 
of the New York Symphony Orchestra in June 
next, pledges itself to do all in its power to 
make the suggested concerts-a success.' 

The meeting then terminated. 

THREE STORIES AND A MORAL: A 

PROBLEM FOR TEACHERS 

BY ALFRED KALISCH 

Here are three true stories. Each has its 
moral, and the three morals seem to be at 
variance. The problem is to bring them into 
agreement. It can be done with a little common- 
sense and a healthy determination to test the 
value of conventions without fear or favour. 

The first story is this: A good many years ago 
I was asked to look at some compositions by a 
friend of a composer. I received a bundle of 
beautifully-written music, with Opus numbers 
ranging from oo00 to 200. It was Weber, Spohr, 
Mendelssohn, with a touch of 'Lohengrin,' and 
all in the strictest form. 'An elderly gentleman,' 
I thought to myself, 'perhaps a country organist 
who has heard no modern music.' A few days 
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later I saw the composer. To my surprise he was 
a mere lad. He lived in a country town, and had 
seen and heard nothing newer than 'Lohengrin.' 
He was duly trained, and now he is famous and 
quite modern. Apparent moral: the old music is 
the only solid foundation for the new. 

Story No. 2. Some years ago a girl composer 
appeared in London, and played some very 
charming and promising music. It was very 
like early Scriabin and Tchaikovsky. It was 
discovered that she did not know much about 
the classics. Apparent moral: why worry about 
the classics ? 

Story No. 3. A friend of mine, himself a 
composer of modern music, but with a strict 
classical education, has musical children. They 
cannot endure anything earlier than the later 
Wagner. Tonic and dominant are to them as red 
rags to a bull. Apparent moral: the same as 
No. 2, only more so. 

Here is a pretty problem for teachers. Should 
they force a pupil to do what he obviously does 
not like, or should they allow him to follow his 
inclination? Respectability and tradition say the 
first is the only way. Common-sense says the 
second, and warns us that insistence on the first 
makes many musical children hate music, or gives 
their teachers the mistaken idea that they are 
unmusical. 

A great many teachers are following the second 
and wiser plan; but they are often obliged to hide 
it from anxious parents, who think it subversive of 
musical morality. They employ subterfuge, and 
suggest that the modem music is merely by way of 
preparatory exercises.' It is time that the second 

plan was openly followed, and with a clear under- 
standing why it is right. 

It is admitted by authorities on education that 
the child of to-day is psychologically and physio- 
logically very different from the child of fifty years 
ago. In other branches of teaching, practice is 
based on recognition of this truth. Why not 
in music ? 

Analogies in such matters are not the safest 
guides, but a comparison with the teaching of 
literature may be of some help. We are told by 
the upholders of the older method that we should 
not let a child start his literary training on 
Swinburne or Rupert Brooke, but on Shakespeare. 
Even admitting--and it is a large admission-that 
this is inevitably right in all cases, we see that the 
analogy breaks down. A child starts his specific 
literary training with a large store of knowledge of 
contemporary idiom, which helps him to understand 
the English of three centuries ago. Moreover, the 
average child of the educated classes from his 
earliest years hears the English of the Authorized 
Version and the Prayer Book, and, presumably, 
listens to it with attention; and therefore the 
idiom of Shakespeare is not wholly a closed book. 

A child with no previous musical knowledge, 
who is taken straight to the composers of the 
I8th century, is confronted with something quite 
unintelligible, which makes him uncomfortable, and 
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to which he is impervious. It may be said that unless 
he comes of a musical family he probably will not 
know modern music either; but experience shows 
that the child of to-day is drawn to modern music 
automatically. I know a musical child who at the 
age of ten took to Puccini as a duck takes to 
water, and looked upon 'Figaro' as a horrid 
lesson, to the despair of her teacher, who 
suspected her of a double dose of original sin. 
Now, however, at the age of about seventeen, she 
is beginning to be reconciled to four-bar phrases, 
full closes and repeats, and to'love Mozart. Had 
she been forced to listen to Mozart and play 
Mozart at ten. she would by now have been a 
confirmed music hater. 

We must, in short, recognise that love of the 
music of to-day is the first stage, love of the 
classics the second. The story of the individual 
does not move in the same way as the history of 
the world. It used to be an article of pedagogic 
faith that both started from the same point and 
followed the same path. 

It is not necessary to pause long to consider 
how this comes about. Many explanations are 
possible. The children of parents who thought 
Gluck impossibly noisy cannot have inherited the 
same auditory nerves as the children of those to 
whom a Tchaikovsky fortzssimo is a normal 
experience-to say nothing of an air-raid barrage or 
the hooting of a motor bus. Fathers and mothers 
to whom 'Tristan' is the height of euphony cannot 
transmit the same harmonic sense as men and 
women who thought the 'Eroica' discordant. 

The new method-as I call it for the sake of 
brevity-imposes a heavy task on teachers. They 
must select with care; they must know how to 
avoid all that is vulgar and meretricious. Adherence 
to the old masters saved them the trouble, but it 
is not the ideal of education to invent labour- 
saving devices for teachers. There is abundance 
of good teaching-music being written in discreetly 
modern idiom, and lists of it are not lacking. 

Let no one accuse me of suggesting an exclusive 
diet of Scriabin, Stravinsky, or Lord Berners, or 
neglect of the classics in musical education. On 
the contrary, to my mind nothing is more deplor- 
able than the ignorance of some musicians of 
things like the '48' or the Beethoven Sonatas 
and Quartets. Were I rich, the first thing I 
should do would be to endow prizes for Bach- 
playing all over the country. I am not pleading 
for a displacement of the classics, but for a 
systematic attempt to discover in the case of each 
pupil-whether destined for a musical career or 
not-what is the proper place for them when the 
ground has been properly prepared. 

It is not possible always to agree with Sir 
Thomas Beecham, especially when it pleases him 
to pose as martyred by a malignant Press; but 
when he said, as he did some years ago, that the 
classics are best approached by way of the 
moderns, he spoke words of wisdom. I freely 
admit that at the time I thought it was a blazing 
indiscretion. 

to which he is impervious. It may be said that unless 
he comes of a musical family he probably will not 
know modern music either; but experience shows 
that the child of to-day is drawn to modern music 
automatically. I know a musical child who at the 
age of ten took to Puccini as a duck takes to 
water, and looked upon 'Figaro' as a horrid 
lesson, to the despair of her teacher, who 
suspected her of a double dose of original sin. 
Now, however, at the age of about seventeen, she 
is beginning to be reconciled to four-bar phrases, 
full closes and repeats, and to'love Mozart. Had 
she been forced to listen to Mozart and play 
Mozart at ten. she would by now have been a 
confirmed music hater. 

We must, in short, recognise that love of the 
music of to-day is the first stage, love of the 
classics the second. The story of the individual 
does not move in the same way as the history of 
the world. It used to be an article of pedagogic 
faith that both started from the same point and 
followed the same path. 

It is not necessary to pause long to consider 
how this comes about. Many explanations are 
possible. The children of parents who thought 
Gluck impossibly noisy cannot have inherited the 
same auditory nerves as the children of those to 
whom a Tchaikovsky fortzssimo is a normal 
experience-to say nothing of an air-raid barrage or 
the hooting of a motor bus. Fathers and mothers 
to whom 'Tristan' is the height of euphony cannot 
transmit the same harmonic sense as men and 
women who thought the 'Eroica' discordant. 

The new method-as I call it for the sake of 
brevity-imposes a heavy task on teachers. They 
must select with care; they must know how to 
avoid all that is vulgar and meretricious. Adherence 
to the old masters saved them the trouble, but it 
is not the ideal of education to invent labour- 
saving devices for teachers. There is abundance 
of good teaching-music being written in discreetly 
modern idiom, and lists of it are not lacking. 

Let no one accuse me of suggesting an exclusive 
diet of Scriabin, Stravinsky, or Lord Berners, or 
neglect of the classics in musical education. On 
the contrary, to my mind nothing is more deplor- 
able than the ignorance of some musicians of 
things like the '48' or the Beethoven Sonatas 
and Quartets. Were I rich, the first thing I 
should do would be to endow prizes for Bach- 
playing all over the country. I am not pleading 
for a displacement of the classics, but for a 
systematic attempt to discover in the case of each 
pupil-whether destined for a musical career or 
not-what is the proper place for them when the 
ground has been properly prepared. 

It is not possible always to agree with Sir 
Thomas Beecham, especially when it pleases him 
to pose as martyred by a malignant Press; but 
when he said, as he did some years ago, that the 
classics are best approached by way of the 
moderns, he spoke words of wisdom. I freely 
admit that at the time I thought it was a blazing 
indiscretion. 

MODERN BRITISH COMPOSERS 
BY EDWIN EVANS 

VIII.-HERBERT HOWELLS 
(Continued from February Numnber, A. 91.) 

The Phantasy String Quartet, which also belongs 
to I916, was written for Mr. Cobbett's Folk- 
Song competition, with the reservation that 
authentic folk-songs were not used but only the 
idiom related to them. Its atmosphere is a blend 
of open-air breeziness with the mystic remoteness 
to which we have referred in the earlier portion 
of this article. Of the former, the following may 
serve as an example: 

PHANTASY QUARTET-Op. 25. 
Ex. i. 
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The remoter mood is less easy to illustrate. Its 
very nature almost precludes definition, but for 
comparison one may turn to the concluding section 
of the first Violin Sonata, to the end of the first 
movement in the second Violin Sonata, and to a 
characteristic episode of the Clarinet Quintet. 

Howells's output for 1917 includes the Sarum 
Sketches for pianoforte-written whilst he was 
assistant-organist at Salisbuiy, around the wistful 
personality of a very lonely choir-boy--three 
pieces for strings, and a Violin Sonata in one 
movement. Of the string pieces, the most 
important is the Elegy (Op.' 15), which was 
performed at the Mons Memorial Concert. As 
already stated, it is dedicated to the memory of 
'Bunny' of the B's,' who was lost in the war, 
and it deals affectionately with the personality 
covered by that endearing name. Hence it 
belongs to the most intimate kind of music, the 
extreme opposite of the heroic vein which would 
have been more appropriate for the Albert Hall 
Concert at which it was performed, the building 
itself being unfavourable to such searching 
introspection. The entire musical thought clusters 
round one theme: 
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